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A WELCOME FROM SHARON DANIELS 
Director of Opera Programs 
-. {bi any given season, and certainly over each two-year training period, we try 
C:d/to provide performance experiences for our aspiting young professional opera 
singers that will allow them to integrate as many technical , musical, acting, and 
movement challenges as possible. We do this by varying repertoire, languages, time 
and style periods, and performance venues. 
Our Fringe Festival provides opportunities to perform unusual works like 
Ullmann's The Kaiser From Atlantis, Bernstein's Trouble in Tahiti , Bowles's 
Picnic Cantata, Martin 's Tobermory , Merryman'sAntigone, and Weill 's Seven 
Deadly Sins, to name a few, in a black box theater where the audience enjoys 
almost "hands on" participation. Our mainstage season presents the more 
ldard" repertoire of Britten, Puccini, Mozart, Berlioz and, coming in April, 
uss 's Die Fledermaus. These are performed in the larger venue of the Boston 
University Theatre, with beautiful production values provided through a cherished 
collaboration with the School of Theatre Arts. 
Cost fan tutte, lil<e all Mozart operas, offers an ideal training ground for young 
classical singing actors, as they integrate character, honest acting, comic tinting, 
beautiful singing, and stylish musicianship. 
In preparation for performance for the operatic stage, the members of The Opera 
Institute and Opera Workshops study voice, coach repertoire, and take classes in 
period movement styles, stage combat, ballet, Alexander technique, Italian 
conversation, Italian recitative, and acting. They are taught by professionals who 
' have done, or are doing, that to which they all aspire. There are master classes by 
distinguished guests and faculty. 
We are proud of our program and our yow1g artists, whose current singers and 
alumni sing this year on the stages of The Metropolitan Opera, The Boston Lyric 
Opera, New York City Opera, Tlie San Francisco Opera, Cllicago Opera Theater, The 
Lyric Opera of Chicago, The Paris Opera, and the festivals at Glimmerglass, St Louis, 
Sante Fe, Chautauqua, and Tanglewood. 
Welcome. Enjoy these special young singers, who with their remarkable zest 
and artistry, bring us Mozart's beloved music with a fresh look, in a new moment. 
A welcome return also to guest director Francis Cullinan, whose distinguished 
directing of Blitztein's Regina and Merryman's Antigone left us wanting more. 
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NOTES FROM FRANCIS J. CULLINAN 
Guest Stage Director 
All in the Game 
- rvf"wistful pop tune from our recent past begins with the lyrics: "many a tear has 
~ to fall, but it's all in the game." The lyrics then go on to warn us all about the 
pitfalls of "true love." And we wonder why we didn't really listen to that song when 
we experienced the vicissitudes of falling in or out of love. We also recognize that 
we have never really learned much from countless other pop melodies from blues 
to Broadway, all warning us about Cupid's treachery. 
And then we come face to face with Mozart's Casi fan tutte and we experience 
once again more than fair warning about matters of t11e heart. Originally billed as a 
"dramma giocoso" or an opera buffa, Casi fan tutte has become a serious comedy, 
if you will, cleverly exposing the fragility of relationships between men and women. 
Love's innocence and naivete are thrown up against that ageless problem of lust, 
and suddenly all bets are off. In the case of Casi fan tutte, bets are wagered upon 
the constancy of young lovers toward each other. The "wiser" characters warn the 
young lovers not to avail, and ultimately the two pairs of lovers come too close to 
the fires of Eros. 
After its premiere in Vienna in 1790, Casi fan tutte became unfashionable in 
Austria and Germany, and lapsed into obscurity for about another centu1y. Did the 
privileged characters hold the mirror up too closely to the court audiences of tliat 
era? Probably so. Then in 1897 Munich audiences rediscovered the brilliance of the 
piece when Richard Strauss, long an admirer of this particular opera, played the 
harpsichord continua at performances he also conducted. There quickly followed 
other important productions. In 1900, Mahler conducted Casi fan tutte in Vienna. ' 
The patrons no longer sat on their hands, but came.to appreciate the elegance 
and sparkling artifice of this work. Casi fan tutte's importance was sealed a few 
years later when Sir Thomas Beecham introduced the original version to London 
audiences. Casi fan tutte had finally achieved its rightful appreciation. 
Our production looks at Mozart's jewel of a piece in the framework of 1900, 
the era in which the opera came into its own. Certainly t11e manners and the mores 
of the privileged class were still in existence, yet fading quickly. Life in 1900 for the 
wealthy, leisurely class was not remarkably different from that in 1790. The two pairs 
of lovers - the ladies with the affection for the House of Worth and their gentlemen 
dandies wit11 their swagger and assurance - were kin to their predecessors of an 
earlier century. And through the looking glass of 1900, we will probably see today } ' 
that "many a tear has to fall but it's all in the game." II 
4 
Scene 2 
Scene 3 
SYNOPSIS 
ACT I 
The scene opens on two young officers, Ferrando and Guglielmo, arguing with 
their bon vivant friend, Don Alfonso. The latter insists that, like all women, their 
respective lovers, Fiordiligi and Dorabella, are not capable of staying faithful. After 
much disputation , Don Alfonso wagers a bet of 100 sequins (a year's sala1y for an 
officer) if they can prove him wrong. They confidently agree to it, promising 
secrecy and full compliance with Don Alfonso's instructions. 
The love-struck sisters, Fiordiligi and Dorabella, are on the terrace, each glorifying 
her lover and fantasi zing about marriage. Don Alfonso enters and greets them, 
feigning tears. Amidst the sisters' hysteria, he proceeds to melodramatically explain 
their lovers' fate : they are not dead, but they have marching orders and must leave 
immediately. The sisters are in shock and Don Alfonso says that the men are just 
outside. They enter and a no-holds-barred statement of grief and passion ensues 
between the lovers. The servants, prompted by Don Alfonso, enter to sing a rousing 
praise of militaty life. The men must leave, inspiring further impassioned farewells 
and declarations of loyalty by the lovers. Alone once again, the sisters and Don 
Alfonso wish for gentle winds and safe travels for the departed lovers. 
Despina, awaiting the sisters, begrudges her life as a maid. The sisters enter, 
completely unglued. Hearing the reason for tlleir despair, Despina quickly attempts 
to set them straight: while the cat's away, tlle mice should play, insisting tlrnt their 
lovers will do the same. The sisters are appalled and leave. Don Alfonso then enters 
and offers Despina a bribe to assist him with his wager; she happily accepts. Don 
Alfonso then invites his two young disguised romancers in to meet Despina, who is 
duped by tlleir exotic disguises. Soon after, tlle sisters enter and are appalled to 
see Despina fraternizing with their lovers. The men immediately begin romancing 
the ladies, but tlley resist valiantly. Guglielmo and Ferrando are more than pleased, 
and ask for their winnings, but Don Alfonso says more time is needed. 
Scene 4 · 
The ladies continue to wallow in despair. They are interrupted by krnmdo and 
Guglielmo, who stagger in declaring that tlleir rejected advances have d1iven them 
to take poison. The sisters go into a tizzy and Don Alfonso says they must help the 
men. Panicked, they call for Despina, who also orders them to aid the men while 
she goes for the doctor. The men writhe in mock dying as the ladies fretfully attend 
to them. Finally, the "doctor"(Despina in disguise) arrives spouting ridiculous 
Latin gibberish, and armed with a huge magnet. After much farce, the men are 
miraculously resuscitated. The sisters are relieved, but not for long. The men 
jump right back to wooing them. Their behavior is now blamed on tlle magnet's 
effect on them. Playing on tlle ladies' guilt, it is suggested that tlley bow to their 
advances. Fiordiligi and Dorabella pull themselves together and remain steadfast, 
asking the men to leave. Don Alfonso is delighted with the scene and despite their 
resistance, sees success around the corner. 
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ACT II 
Despina continues her mission to "enlighten" the ladies on the art of flirtation. 
Finally convinced that a little flirtation will have no bearing on their true feelings 
for their lovers, the sisters gleefully ponder their newly chosen prospects. 
The wooing continues, complete with professional serenaders, and Don Alfonso 
and Despina as representatives for the men and sisters. Guglielmo finds himself 
alone with Dorabella (Ferrando 's betrothed) ; she offers little resistance, and by the 
end gives him her miniature portrait of Ferrando. Ferrando is less successful with 
Fiordiligi. The men compare notes and Ferrando is incensed to hear of Dorabella's 
behavior. Don Alfonso ensures him that a little more time will prove him successful 
as well. 
Now the sisters compare notes. Dorabella admits she has succumbed and 
delightedly encourages Fiordiligi to do the same. Fiordiligi externally resists, but 
admits that inside she is smitten. In an attempt to save her from herself, Fiordili~ 
decides tl1ey should go to tlle battlefront in disguise, in order to join their lovers. 
Ferrando brings an abrupt halt to her plans by entering. Now armed with a dual 
purpose to his wooing, Ferrando comes on stronger than ever. He will kill himself 
if she does not succumb; she finally does, much to the chagrin of Guglielmo, who 
has observed the whole scene from his place in hiding. Don Alfonso assuages tl1eir 
respective angers by suggesting that tlley many the ladies since, after all - "cosi 
fan tutte" - all women are alike. The men agree, and are pleased when Despina 
announces that the ladies will marry them. 
The final scene opens with the servants busily preparing the wedding festivities, 
as ordered by Don Alfonso and Despina. The two leave and the newfound lovers 
enter, expressing tl1eir amorous delight with each oilier. In the end though, 
Guglielmo continues to be displeased by Fiordiligi's excitement over Ferrando. 
The nota1y enters (Despina once more in disguise) and just as the wedding 
begins, the returning soldiers are heard. The ladies anxiously hide the men. 
Moments later they re-enter, dressed as themselves. Don Alfonso surreptitiously 
hands the men the incriminating marriage document exposing the ladies. 
Horrified, tl1e sisters admit their guilt, and ask to be killed. They blame the 
wooing traitors and Don Alfonso steps in to admit tl1ey are traitors, but not as 
they think. All elements of the ruse are divulged and Don Alfonso implores them 
to learn from this charade. With their newfound wisdom, tlley should forgive and 
forget, and yes, get married. The lovers reunite and all sing in praise of taking tlle 
good with the bad in laughter. 
6 
CAST 
Characters 
FIORDILIGI 
Veronica Mitina FIS 
Georgia Pickett TIS 
Cover: Sarah Davis 
DO RAB ELLA 
Melina Pineda TIS 
Elizabeth Pizzi FIS 
Cover: Emily Landa 
DESPINA 
Amanda Pabyan FIS 
Meredith Hansen TIS 
Cover: Kath1Jm Skemp 
FERRANDO 
Patrick Miller TIS 
GUGLIELMO 
Arturo Chacon FIS 
Alan Schneider FIS Alok Kumar TIS 
Cover: Kelly Markgraf 
DON ALFONSO 
David Crawford FIS 
Eliomar Nascimento TIS 
TIS: ThursdaJ' and Saturday cast FIS: Friday and Sunday cast 
) 
SOPRANO 
Sarah Davis 
Kathryn Skemp 
Meredith Ellis 
ENSEMBLE 
ALTO TENOR 
Betha Curtis 
Emily Landa 
Anne Graczyk 
Aaron Sheya 
Brent Wilson 
BASS 
Paul Shafer 
David Rinaldi 
Kelly Markgraf 
BOSTON UNIVERSITY CHAMBER ORCHESTRA 
VIOLIN I VIOLIN II VIOLA CELLO 
Daniel Han Nikola Takov Heidi Broschinksy Patiick Owen 
Philip Ficsor Ulija Rekasiute Jason Martel Richard Evans 
Dagrnara Mroz Leonid Iogansen Katrin Meidell Jared Hirschkorn 
Dasha Dubrovina Mayumi Hasegawa Caitlin Wick Leah Johnson 
Ellen McGehee Susan Lander Brian Chow 
Tera Gorsett Sarah Parkington 
Sarah Washburn 
BASS FLUTE OBOE CLARINET 
Xu Wang Cynthia Dacey Michael Dressler Hye-Soo Ra 
Rachel Taratoot Christine Ulanowski Emil Lancea 
BASSOON HORN TRUMPET TIMPANI 
ura Trevino Yu-Mien Tsao Peter Auricchio John Kulevich 
tephanie Busby Me1yl Koenig Christopher Horn 
7 
PROGRAM NOTES 
Wolfgang Aniade Mozart (1756-1791) 
flPrrf Mozart's three collaborations with Lorenzo da Ponte - The Marriage of Figaro ~(1786), Don Giovanni (1787) , and Casi fan tutte(l 790) - only Casi sold out 
the house at its Viennese premiere. Prague had always taken to Mozart's operas with 
wild enthusiasm, but not Vienna. However, when Casi fan tutte opened on January 26, 
1790, it played to the largest audience of any opera produced in Vienna that season. 
Mozart badly needed this moment of triumph, for 1789 had been rough. He and 
Constanze were both ill during most of the summer. In November, their only baby girl 
died within hours of her birth. A journey to Mainz, Leipzig, and Berlin yielded no major 
commissions. This was the low point of his career. Since 1788 he had borrowed money 
repeatedly from his friend and fellow Mason Michael Puchberg, a humiliating state of 
affairs which continued until the composer's death. Yet there were, here and there, 
encouraging developments. A revival of The Marriage of Figaro in August 1789 was quitP 
successful, so much so that it might have been one of the reasons why Casi fan tutte 
was composed. 
We know almost nothing about how and why this opera came into being - whose 
idea it was, who commissioned it. Conceivably, da Ponte and Mozart hit upon the notion 
of writing something quickly to capitalize on the public's favorable response to Figaro 
(about which Vienna had not been all that excited back in 1786). At any rate, the 
composer worked on the new opera at breakneck speed - the autographed manusc1ipt 
is littered with abbreviations and other signs of haste, though why he was in such a 
hurry is yet another mystery. What we do know is that he was pleased with the results. 
On the morning of New Year's Eve 1789, he arranged "a little opera rehearsal" at his 
apartment to which he invited two guests: Puchberg and Haydn. The obvious reason for 
inviting Puchberg was to demonstrate to his creditor that he had a likely success on his ' 
hands and could soon begin to pay off his debt; he anticipated a fee of two hundred 
ducats. Inviting Haydn meant something quite different: the opportunity to share the 
fruits of his labor with the most discerning musician in Europe. 
It is important to stress Mozart's evident p1ide in Casi fan tutte, because within a 
few years it became his most harshly criticized opera. To be sure, no one has ever 
complained about the music, for it is some of the most luscious ever written for the 
voice. The problem was (and for some listeners, still is) the plot. The new Romantic 
generation brought with it radically changing values, with the result that Casi's 
treatment of women, and of the relationships between women and men, now seemed 
unacceptable. Distressingly, the opera's early critics included many of the composer's 
most ardent fans. Franz Niemetschek, whose 1798 life of Moza11 borders on hagiography, 
termed Casi "miserable." Ftiedrich Ludwig Schroder, the leading Shakespearean actor ~ 
of the day, author of a highly influential translation of Don Giovanni, and a longtime 
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friend of the composer, declared that the opera "denigrates all women" and "therefore 
will have no success." Beethoven famously denounced it as immoral. There were, to be 
sure, outstanding exceptions. The Romantic poet and composer E.T.A. Hoffmann was 
captivated by Cosi's "delicious irony." Yet in general, this opera was so frowned upon 
that for most of the nineteenth century it was almost never produced and therefore 
nearly forgotten. Only gradually did tastes change back again. Richard Strauss, for 
whom Cosi and Figaro were special favorites and who paid audible homage to Mozart 
in Der Rosenkavalier, conducted performances of Cosi in Munich in 1897. After that, 
there were more and more stagings around the world and its circle of admirers grew. 
The Metropolitan Opera performed it in English in the 1950s, sparking a revival of 
interest in this countty. 
Yet there are those who still find the plot troubling. Lorenzo da Ponte appears to have 
written the libretto from scratch - something quite unusual - though parallels can be 
found in the classical literature he knew so well, for example, in Ovid. The basic idea, 
however, is as old as the human race. Men - most notoriously, soldiers - cannot 
· sist bragging about their women in front of other men, who then taunt them until they 
come to blows. 1n Cosi fan tutte, instead of fisticuffs or a swordfight there is a very 
reckless wager. Such a plot was as timely in the Vienna of 1790 as it is in America today: 
Austria was at war with the Ottoman Empire, and soldiers in Vienna, as in the United 
States since September 11 , were saying goodbye to their sweethearts, who vowed to 
remain faithful to them forever. The situation is poignant and familiar - and contains 
within it the potential for tragedy. 
When we first meet the two soldiers, Guglielmo and Ferrando, Mozart's music 
presents them to us as carbon copies of each other. This is a composer who with a few 
notes can delineate even the subtlest nuances of character; but here, he turns two men 
into musical twins, revealing how very conventional they are, their melodies echoing 
and imitating each other, exactly the same. This whole introductory scene, in fact, is so 
lipe with cliche, so overblown and full of braggadocio that we know these men are 
hopelessly naive - which is exactly how Don Alfonso treats (and mistreats) them. 
When in the closing trio of this scene, brass and timpani join the orchestra to blare 
forth the soldiers' swaggering oyerconfidence, we know we have gone quite over ,the 
top. Then, suddenly and without preparation, we are taken out of this macho world 
to a quiet seaside, where a complete change of both sonority and meter - soft 
woodwinds and gentle 6/8 motion - introduces their equally naive and idealistic 
sweethearts, the two sisters, Fiordiligi and Dorabella. They, too, are treated as twins in 
their introducto1y scene - as delightful stereotypes, like their lovers. Their itnitative 
melodic garlands, so intoxicatingly beautiful, are saccharine-sweet, evoking not a real 
pastoral haven but an ersatz-Arcadia. Mozart is telling us quite emphatically that this is 
a set-up. 
1d so it comes as no surprise - though it is a bit disheartening - that the two 
~ uples prove no match for Don Alfonso and Despina, who at once set about their 
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cynical yet hilarious bursting of the lovers' fantasy balloon. Along the way, fun is poked 
at, among other things, Mesmerism - the real-life Mesmer was a Viennese scientist 
and Mozart knew him well - and at pseudo-intellectuals, in the form of mixed-up Latin 
recited by Despina in one of her disguises. Though da Ponte had written the Latin 
correctly, Mozart uncorrected it to suit the situation and the character. He also reversed 
da Ponte's title and subtitle, so that Cosi fan tittte - "All Women Are Like That" -
became the title and La Scuola del amante, "The School for Lovers," the subtitle. 
This opera is indeed a school - a comedy of manners a la Marivaux, with a highly 
discomforting ending. Mozart's operas tend to close with matters not quite resolved -
which is one reason why they ring so true. 
The original cast for Cosi fan ttttte included, as Guglielmo, the composer's good 
friend Francesco Benucci, who was the greatest buffo of his generation and the creator 
of the roles of Figaro and Leporello. The part of Fiordiligi, one of the most vocally 
challenging in opera, was taken by Salieri's mistress, Adriana Ferrarese del Bene, who 
had sung Susanna in the revival of The Marriage of Figaro. Ferrarese was famed for her 
ease in leaping back and forth from high register to low, as well as for her ability to 
sing beautifully below the staff, which is very difficult for a soprano. Fiordiligi's Act I ( 
aria sets all these remarkable features on display, in the process mocking the character's 
claim to be "steady as a rock." Don Alfonso and Despina were played by Francesco and 
Dorothea Bussani, who in real life were man and wife. He was twenty years her senior, 
a fact which inspired da Ponte to give Despina the tart comment that a man that old 
can't do any harm to a girl. The first Dorabella was Luisa Villeneuve, whose voice was 
darker and richer than that of Ferrarese; Mozart later wrote several arias especially 
for her. Vincenzo Calvesi, a tenor admired for his beautiful tone and elegant phrasing, 
sang Ferrando. 
Following its extremely well-received premiere, Cosi fan tutte was given five more 
performances before the death of Emperor Joseph II on February 20 closed all theaters 
in the empire. Shortly thereafter, the season of Lent shut theater doors again. By May, 
there were several new productions waiting to get on sta,ge, and Cosi was squeezed out. 
Only a few more performances took place before year's end. Perhaps because of the 
death of Joseph, the composer received only one hundred ducats, half the expected fee . 
Matters grew worse with the advent of Leopold II, who disliked comic opera and was no 
admirer of Mozart's music. It was this string of bad luck that kept Cosi fan tutte - of 
which its composer was so proud - from establishing itself firmly with the public 
before changing aesthetic tides swept it from view and we very nearly lost it for good. 
- Roye E. Wates 
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BIOGRAPHIES 
William Lumpkin, Conduct01: Music Director of the Opera Institute at Boston University, 
Mr. Lumpkin has conducted productions of Puccini's La Bobeme, Gianni Scbiccbi, Postcard 
from Morocco, La clemenza di Tito, Beatrice and Bendict, and Le Nozze di Figaro, as 
well as productions of Dido and Aeneas, The Village Singe1; and the premiere of Anti.gone 
by BU faculty composer Marjorie Merryman. Mr. Lumpkin is also on the music staff at Opera 
Theatre of St. Louis as Assistant to the Music Director/Associate Chorus Master, as well as 
cover conductor for the operas. In 2003, Mr. Lumpkin will join the conductor's roster for 
the OTSL production ofJonathan Dove's Flight. Ouring the 2001 season, Mr. Lumpkin made 
his professional conducting debut with OTSL and will appear again during the 2002 season. 
His other professional credits include Boston Lyric Opera, where he served as Associate 
Conductor/Chorus Master, and the Chicago Opera Theater in the same capacity for the Philip 
Glass operaAkhnaten. With the Los Angeles Opera, Mr. Lumpkin was Associate Pianist 
I Associate Conductor for productions of Xerxes, Don Pasquale, Le Nozze di Figaro, and Un 
hallo in maschera. He has also served as Music Director/Conductor and Principal Coach 
/Assistant for the UCLA Opera, Principal Coach/Assistant Conductor for USC Opera, and was 
Assistant Music Director/Chorus Master for Oberlin Opera Theater at Oberlin Conservato1y. 
Francis Cullinan, Stage Di1'ecto1: Mr. Cullinan lists numerous directing credits for both 
the professional stage and opera theater. He has directed more than 60 plays ranging frorp 
classics to the contemporary. For the opera stage, Mr. Cullinan's comic repertory include~ 
five Gilbert and Sullivan operettas, Verdi's Falstaff, Donizetti's The Elixir of Love, Lehar's 
The Mel'IJ' Widow, Flotow's Martha, Rossini 's Cenerentola and The Barber of Seville, and 
Mozart's The Magic Flute, Casi fan tutte, and The Goose from Cairo with Maurice Sendak. 
His serious productions include Carmen, Lucia di Lammermoo1; Don Giovanni, Regina, 
The Crucible, and Andrea Chenier. Mr. Cullinan's work has been seen at the Eisenhower 
Theater at the Kennedy Center, the Boston Shakespeare Company, the American Heartland 
Theater at the Hallmark Crown Center and Missouri Repert01y Theater, both in Kansas City. 
He was associated with the University of Missouri-Kansas City's professional MFA directing 
program and has also served as Visiting Artist with the School of Fine At1s at Carnegie Mellon, 
the Opera Instinite at Boston University, Brandeis University, and the University of Kansas. 
Allison Voth, Principal Coach. Ms. Voth is a well-known coach in New York and Boston, 
and has worked with Boston Lyric Opera, Chautauqua Opera, the Verismo Opera of New 
Jersey, Opera North, Boston Opera Guild, Manhattan School of Music, and the Athens Music / 
Festival. As a champion of new music, she has performed wjth such groups as Alea III, 
The New Music Consort, The Group for Contempora1y Players, and the National Orchestral 
Association Orchestra New Music Project. Currently, Ms. Votl1 is an Assistant Professor 
of Music at Boston University College of Fine Arts, serving as principal coach for the Opera 
Department and teacher of English and French diction for the Voice Department. Ms. Voth 
can be heard on CRI recordings. 
Tomer Zvulun, Stage Managei: This production of Casi fan tutte marks Israeli-born 
Tomer Zvulun's third production with the Boston University Opera Institute, following Kaiser 
from Atlantis and Beatrice and Benedict, both i11 2001. Mr. Zvulun has spent three seasons 
as Stage Manager for Israel's premiere opera company, The New Israeli Opera in Tel Aviv, 
where he worked on a diverse repertoire i11cludi11g Don Giovanni, Macbeth, Norma, Billy 
Budd, Elisir D'amore and La]uive. He has stage managed Turandot and Otelia with the 
Caesaria Festival in Israel, and as Assistant Du·ector for t11e Israel Vocal At1s InstiU!le Summer 
Workshop under the Metropolitan Opera's Joan Dornemann. Other credits include the , 
Israeli Premiere of the hit musical Les Miserables, and tltis season Kentucky Opera's Ca1'11! 
Upcoming engagements i11clude Die Fledermaus at Boston Uitiversity, Aida at the New Israt. .... 
Opera, and Turandot at The Israeli Fringe. 
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THE BOSTON UNIVERSITY OPERA PROGRAMS 
_._0/he Boston University Opera Programs in the College of Fine Arts School 
(::::!./ of Music are composed of the Opera Institute and Opera Workshops. The 
programs are under the guidance of Director of Opera Programs Sharon Daniels, 
Music Director and Conductor William Lumpkin, Artistic Advisor Phyllis Curtin, 
Principal Coach Allison Voth, Coach Jeffrey Stevens, and distinguished members 
of the voice faculty, guest artists and staff. 
The Opera Institute, founded in 1987 by then-dean Phyllis Curtin, is a non-degree 
professional training program for the advanced singer preparing for an operatic 
career. Chosen by special audition, twelve singers are given free tuition and stipends 
for an innovative two-year residency that provides the crucial transition between 
student training and professional performance. 
Advanced singers from the Opera Workshops work alongside Opera Institute 
singers in acting and movement classes, and form a casting pool for the two full-
-,ie productions in the Boston University Theatre, performances of chamber operas 
Jpart of the Fringe Festival, outreach projects, and several opera scenes programs. 
For more information about these programs, please visit our website at 
www.bu.edu/opera. 
SPECIAL THANKS 
Huntington Theatre Company Box Office 
Alex Sieja 
Dan Sullivan 
Megan Sullivan 
SPRING EVENTS 
Opera Scenes 
Performed by members of the Opera Workshops 
and the Opera Institute 
March 15, 16, and 17, 2002 
Boston University College of Fine Arts Theater 104 
855 Commonwealth Avenue, Boston 
Die Fledermaus 
Sharon Daniels, Stage Director 
William Lumpkin, Conductor 
April 18, 19, 20, 2002 at 8 :00pm 
April 21 at 3:00pm 
Boston UniversityTheatre 
264 Huntington Avenue, Boston 
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FACULTY AND STAFF 2001/2002 
Opera Institute & Opera Workshops 
Sharon Daniels Director of Opera Programs 
Phyllis Curtin Artistic Advisor 
William Lumpkin Music Director/Conductor 
Allison Voth Principal Coach 
Jeffrey Stevens Repertoire Coach 
Sharon Daniels Acting 
Claudia Catania Acting 
Christian Smith Acting 
Amelia Broome Voice and Speech 
Nina Pleasants Voice and Speech 
Judith Chaffee Head Movement Period Styles 
Leslie Bennett Movement, Period Styles 
Christian Polos Period Styles 
Betsey Polatin Alexander Technique 
Laura Raffo Italian Conversation 
MASTER CLASSES AND SPECIAL GUESTS 
Jay Lesenger 
Stephen Steiner 
Marlena Malas 
Hawthorne String Quartet 
Phyllis Curtin 
VOICE FACULTY 2001/2002 
Sarah Arneson Sharon Daniels Joy Mcintyre 
Penelope Bitzas Phyllis Hoffman Susan Ormont 
Claudia Catania Frank Kelley Amy Schneider 
Kendra Colton Joanna Levy William Sharp 
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BOSTON UNIVERSITY SCHOOL OF MUSIC 
FACULTY AND ADMINISTRATION 
Strings Richard Flanagan Allison Voth* Amv Schneider* 
Steven Ansell viola• percussion Historical William Sharpe• 
Edwin Barker bass Toby Hanks tuba Performance Conducting 
Lynn Chang violin Ronald Haroutunian Stephen Hammer David Hoose• 
Iseut Chuat cello bassoon baroque oboe Ann Howard Jones• 
Peter Clemente guitar Scott H;u·tman tro111bo11e'" Christopher Krueger David Martins 
Andres Diaz cello Gregg Henegar bassoon baroque flute History and 
Jtil es Eskin cello Daniel Katzen born Carol Lieberman Literature 
B:tyla Keyes violin• Christopher Krueger flute baroque violin John Daverio• 
Michelle Lacourse viola• Lynn Larsen bom Alice Robbins Elizabeth Seitz• 
Ludie Lawrence bmp Charles Lewis trumpet viola da gamba Joel Sheveloff• 
Carol Li eberman violin Richard Mackey bom john Tyson recorder Lisa Urkevich• 
Luci 1 in violin• Marya Martin flute Piano Jeremy Yudkin* 
Mako~n Lowe violin Thomas Mattin clari11et Anthony di Bonaventura • Theory and 
Dana Mazurkevich vioti11 Richai·d Menaul bom Maria Clodes Jaguai·ibe• Composition 
Yuri Mazurkevich violin* t.Uchael Monaghan Tong-ii Hai1• Martin Amlin• 
John Muratore guitar sa.wpbo11e Robert Merfeld Theodore Antoniou• 
George ~eikrug cello Craig Nordstrom clari11et Hotia llihail Whitman Brown 
James Orleans bass Ricllat'd Ranti bassoon Linda Jiorle-Nagy Richard Cornell• 
ie Parnas cello Thomas Rolfs tmmpet Konstmllinos Papadakis Lukas Foss• 
iacl Reynolds cello'' Matthew Ruggerio Collaborative Charles Fussell" 
Todd Seeber bass bassoon Piano John Goodman• 
David Soyer cello Eric Ruske bom• Shiela Kibbe* Samuel Headrick" 
John Stovall bass Chester Schmitz tuba Robert Merfeld Ludmilla Leibman• 
Roman Totenberg violin Robert Sheena Organ Ma1iorie Merryman• 
Michael Zaretsky viola English bom James David Christie Tetyana Ryabcbikova 
Peter Zazofsky viofi11• Ethan Slom1e clari11et• Nai1cy Graner! Tison Street 
Woodwinds, Brass, James Sommerville bom Gerald \Veale• Gerald \Veale• 
and Percussion Linda Toote flute Voice Steven Weigt• 
Laura Ahl beck oboe Charles Villarrubia tuba Saral1 Arneson* Music Education 
Ronald Barron trombone Jay Wadenfphul born Penelope Bitz.'15* Bonnie Black 
Peter Chapman tmmpet Douglas Yeo trombone Claudia Catania* Andre de Quadros• 
Do riot Dwyer flute Jacques Zoonjlute Kendra Colton Joy Douglass 
John Faieta trombo11e Opera Institute Phyllis Curtin Ann Howard Jones• 
Joseph Foley tmmpet Phyllis Curlin Sharon D:miels" Katherine Leaman 
Marimme Gedigim1jlute Sharon Daniels* Phyllis Hoffmm1• Anthony Palmer 
Timothy Genis percussion William Lumpkin• Frank Kelley Joseph Wright 
Ralph Gomberg oboe Christiai1 Polos Joanna Levy *Denotes full-time faculty 
Iat1 Greitzer clarinet Chtistien Smitl1 Joy Mcintyre* 
Teny Everson tmmpet• Jeffrey Stephens Susan Ormont 
Boston University College of Fine Arts • Office of the Dean 
Jeffrey Babcock Dean Advisory Board 
Walt Meissner Associate Dean Jason Alexander 
John Daverio Director ad interim, School of Music 
Roger Meeker Co-Director ad interim, School of 111eatre Arts 
Eve Muson Co-Director ad interim, Sc/Jool of Theatre Arts 
Alston Purvis Director ad interim, School of Visual Arts 
Ellen CatT Assistant Dean, External Relations 
Nancy Lewis Assista11t Dean, Executive Officei; School of Music 
Patricia Mitro Assista11t Dean, Enrollment Services 
CinqumJta Al1111111i Officer 
Edwin G. Fischer 
juditl1 M. Flynn 
Nancy Reis Joaquim 
Esther B. Kalm 
Stewart E Lane 
Michael Melody 
Stephen M. llindich 
Ronald Sampson 
Anne-Matie Soulliere 
Ralph Verni 
Boston University College of Fine Arts • 855 Commonwealth Avenue • Boston, MA 02215 
617-353-3350 • www.bu.edu/cfa 
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CONTRIBUTORS TO THE COLLEGE OF FlNE ARTS 
MUSlC PROGRAMS 
(1Tf.i onors to the Music Programs are a select group of people who share a belief in ~the importance of su.pporting young artists through their educational activities, 
events, pe1formances, and programs. 
200,000+ Williams E. Earle !LC Industries Foundation 
Surdna Foundation, Inc. Dean S. Edmonds Foundation Anne D. King 
100,000+ The Estate of Charles E. Fox Steven \YI. Lewis 
The Estate of Ann and Gordon Getty Beatrice S. Rose 
Ma1y A.Im Gannam Foundation Mose W. Stuart III 
50,000+ High Meadow Foundation Union Oyster House 
G. C. Andersen Family Phyllis Hoffman Young Musicians Foundation 
Foundation Kaplan Foundation Victor Villagra 
The Blount Foundation Edwin C. Laird 250+ 
The Clowes Fund Noel S. Jackson Estate of Constantin Alajalov 
Mr. and Mrs. Richard Hay Ruth R. Levine Miller Bonner Engellrnrdt 
in memo1y of Timothy E. Hay William E. Lord Brookline Libra1y Music 
10,000+ Montgome1y Symphony Association 
Edward Aveclisian Association Betl1 S. Chen Enslow 
The Cricket Foundation Phoenix Symphony Guild Jolm and Harriet Carey 
Helen Salem Philbrook Herbert Schilder Richard Carmel Charitable 
Virginia E. Witl1ey Joan B. Schilder Remainder Trust 
Anne-Marie Soulliere Dorrit P. Castle 
5,000+ Charles Stakely Jr. Edna L. Davis 
The Dante Alighieri Society TJX Foundation Susan Grausrnan A.lllonio GaUoni Norman E. Turner Marian Kent Esther B. Kalm Charitable The Gilbert P. and Martha James E. Klingler Income Trust A.D . Verbit Foundation James. L. Loeb Marjorie McDonald Bob imd Anne Woolf John E. Loveless The Presser Foundation Charitable Foundation Margaret A. Metcalf 
Renaissance Musical Arts, Ltd. 500+ Rabbi Lewis Mintz 
1,000+ Colonel Capers A. Holmes, Diane Pettipaw 
Avedis Zildjian Company USAF (Ret.) Rayburn Musical Instrument 
Eugene and Virginia Brown M. Taylor Dawson Jr. Company 
Dorothy D. Cameron A.Im B. Dickson James G. Serdy 
Elizabetl1 D. Crunpbell Carolyn B. Fowles Helen J. Steineker 
Mr. Douglas D. Collins The Halcyon Foundation Ivey St. John 
Lucile L. Dahlstrom A.Im Howard Jones Elisabeth P. Thompson 
We invite you to help support the talented young artists of Boston University by joining the Friends 
of Music at the College of Fine A.l'ts. For information, please contact Ellen Carr, Assistru1t Deru1 for 
External Relations, Boston University College of Fine Arts, 855 Commonwealth Avenue, Boston, 
MA 02215; telephone 617-353-8783. 
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